The paper proposes a new look at the phenomenon of ethnosphere on materials of post-soviet
Introduction
The Buryat ideology appeared at the turn of the 19 th and 20 th centuries and aimed at avoiding Christianization and russification, which threatened the Buryats as a unique ethnic community possessing culture and traditions of its own. The revival of the Buryat ideology began in the years of perestroika in the USSR when new Buryat leaders adopted slogans of the pre-revolutionary era and applied them to modern conditions. Russian civic identity was not questioned; nevertheless, the leaders put forward the ideas of ethnic consolidation on the basis of common historical and cultural memory and religious values. The aim was similar to the previous one: to preserve the Buryat community and its heritage. With the passage of time and change in the Russian political climate, the Buryat ideology has depoliticized but ideas about cementing values still take strong positions in the public consciousness and find reflection in the artistic sphere. The feedback between the ideology and culture simultaneously exists between art works and ordinary consumers of culture. Constructed on the idea of 'soil and blood', ethnosphere is presenting an ethnic cosmology with its specific markers and signs. Thus, this or that degree of acquaintance with ethnic culture provides preferences in social identification by means of reinforcing in the public consciousness not always formulated, but understandable ideas of ethnocultural solidarity.
Materials and Methods
In the late 1980s, the new Buryat ethno-cultural revival was headed by the representatives of the humanities (historian Sh. Chimitdorzhiev, historian G. Sanzhiev, ethnographer T. Mikhailov, etc.) who were inspired by the ideas formulated by the leaders of the pre-revolutionary era and the first decade of Soviet history -Ts.
Zhamtsarano, M. Bogdanov, A. Dorzhiev, E.-D. Rinchino, and B. Baradin who proposed the concepts, often opposing, how they saw the future of the Buryats in the conditions of departure from the traditional society and inclusion in new socio-political and economic conditions. The 'new' intellectual elites began their activities when the fears expressed by the 'old' leaders have already implemented, i.e. many components and features of the authentic Buryat society were lost forever, the Soviet regime successfully suppressed religion, and when urbanization and Soviet education as a characteristic of modernization led to cultural (in particular, language) russification. To return the Buryat national spirit to the public consciousness, the new leaders proposed various projects: revival of nomadic stock breeding, use of religious revival initiated by the Russian authorities for restoring true Buddhist and Shamanist religiosity that would promote morality and ethnic rallying, reestablishment of ties with Mongolia in the cultural and economic spheres, revival of folk traditions (folklore, festivals, and applied arts). The workers of literature and arts enthusiastically supported the processes of ethno-cultural revival. It may seem that they are performing a 'social order' but this is a superficial view. In fact, this is a question of constructing a new ethnic reality, in which the idea of the ethnonational consolidation plays a dominant role. In this sense, the artistic creativity for the most part is the process of comprehension of the Buryat historical and cultural heritage, mentality and way of life while talent, creative vision, style, and personal preferences provide variety of artistic topics. Therefore, the main materials of the study are the samples of artistic creativity proposed by writers and poets, artists and musicians, dancers, theatre workers and cinematographers.
The methodological basis of the study is the concept of social functions of culture formulated by E. Durkheim and developed by Yu. Lotman. Moreover, the proposed concept of the 'Buryat ethnosphere' I derived from Lotman's semiosphere in its essential meaning as communication space that possesses numerous social functions, in particular, educational and training (Lotman, 2005: 205-229) . The ethnosphere represents both cultural experience and a systematized totality of signs and symbols representing a special language. In our case, this is the discourse of identity: purposefully constructed and educated in the public consciousness, the discourse exists due to need in belonging to the group and its values.
Results
The turbulent period of ethno-nationalist mobilization in Russia (from late 1980-es The rejection of socialist standards by means of re-ethnization of contemporary
Buryat artistic creativity is due to the interest on the side of artists, sculptors, stage directors, and musicians to national themes related to cultural and historical memory.
At the same time, the artistic discourse, on the one hand, is based on the values that are significant for the ethnic group, and on the other, it contributes to strengthening unified picture of the Buryat ethnosphere, in which there are constants representing the matrix of artistic creativity: the grandeur of history and bitter national traumas, cultural achievements (folklore and applied art), high spirituality, expressed in devotion to the Buddhist religion and shamanic rituality.
Describing the ethnosphere -a system of signs -through a variety of images, the artistic creativity enriches them with symbolic meanings embedded in recognizable signs. Thus, culture fulfills a social function, of which Yuri Lotman wrote, 'the works of art are extremely economical, capacious, and profitable ways for storing and transmitting information. Some of their very valuable properties are unique and do not occur in other capacitors and transmitters of information, created so far by the humanity' (Lotman, 2001: 9-10) . The advantage of artistic creativity lies in its democracy and accessibility, and the desire to get to know it is conditioned by the general cultural mood and social need to fit the ethnic community. It can be said, the symbols that are supposedly equally understood by the carriers of culture transmit the socially significant coded information, which serves both aesthetic and various integrative and educational purposes. Thus, it can be said that works of art are both a fragment of the ethnosphere, and a way of describing it, and even in general they are the form (or one of the forms) of its existence.
The process of constructing the post soviet ethnic identity includes the embodiment of ideologems that are assimilated and appropriated by the public consciousness, and the diversity of their artistic realization is determined by the talent, manner and goals of the author. And so for the artist, the plot is only the starting point of self-expression, The epic hero Geser attracts even more and still unrelenting interest; this is expressed in painting and sculpture (Alexander Mironov) and in music: the composer Anatoly
Andreev created a three-act opera 'Geser' that was staged at the Buryat Opera House. At the same time, critics do not always agree when artists explicitly subordinate their own creative vision and manner to the pictorial traditions, which impart them excessive solemnity and 'a certain cliché in creating the image of the hero' (Batorova,
2001: 10).
Dashi Namdakov, the most famous Buryat metal sculptor, shows quite a different approach to creativity. His works combine European plastic classics and Buryat plots. Buryat clothes of different localities including clothing of nomadic tribes' (Gonchikova, 2002: 8) . The dance in the play depicts the shamanic ritual quite veraciously: 'The feast in honour of the Swan-Mother continues to be completed by noon. Together with the bright rays, the Hori-Buryats and Hongodors will say goodbye to their totem until the next tailgan. But first they will bring white hadak (a ritual scarf.
-D.A.) to the
Swan-Mother and each of them will carry to his home a piece of sacred charcoal to strengthen his hearth' (Gonchikova, 2002: 8) .
Note that the traditions of Buryat shamanism as the indigenous belief that in Buryatia it is older than Buddhism (which came to Transbaikalia from Mongolia in the Tib' (a journey through the worlds) depicts a three-partial vertical division of space centered on the shaman who runs through all three levels on a horse.
The educative and training function of culture is presented even more clearly in the book for children 'The Diamond Book about the Buryats' written and illustrated by the painter Viktoria Alaguyeva: the drawing that shows a vertical three-part shamanic cosmology is called to demonstrate the structure of the universe to the children. Explaining the images, the author writes: 'The upper world is Heaven.
The Lord is Sun. The middle world is the Earth. The Lady is Etugen. The lower world is the Underwater and the Underground Kingdoms. The Lord is Usa Loson' (Alagueva, 2007: 64, 76 ). The book is noteworthy for witnessing in artistic forms to a long-standing religious syncretism in Buryatia that implies a non-contradictory mix of Buddhist, shamanic and Christian themes. Describing the Buryat traditional cosmology, V. Alaguyeva depicts the spirits and masters of the localities (Lord of Baikal, Mistress of the Angara) alongside with the Buddha ('The Buddha always looks after his children sending them his love') and the Bodhisattvas, and at the same time explains that the Archangels are 'Our Heavenly Fathers', of them Archangel Michael is specially marked as 'equal to God' and 'Vajradhara' (Alagueva, 2007: 81) (i.e. the original Buddha, the personification of Dharmakaya).
Chinggis Khan who in the discourse of the Buryat ethnocultural revival takes the central place of the national hero also became a notable topic in the artistic creativity. The verses deal with variety of topics but the main themes are recognizable and closely related to the discourse of ethnic revival: the native land, the great past, the nomadic ancestors, Chinggis Khan and his time, and the epic hero Geser. In discussing the problems of national revival, an important place was given to preserving the Buryat language and attempts to avoid linguistic russification; in art creativity, this theme has found wide reflection. The poet Bair Dugarov asks for forgiveness from the Buryat language for his Russian-language work ('the language of the fathers, I'm sorry for the dumbness'), and Esugei Sinduev hopes that the situation can be changed and calls on the Buryats to return to the ethnic language: 'Hey, Russian-speaking Buryat, / Eurasian splice! / Where is your / guttural, stentorian, / And song language? / <...>
We will return it, / To confess love / you managed in it. / So that you were bilingual, / In order you don't wean/ To glorify the guttural, stentorian, / And song language' (Synduev, 2005: 14) . 
Conclusion

